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Abstract
This article examines the interrelations between song, music genre and social context with reference to the interrelations between music, place and identity, in the case of the social representation of the city of New Orleans as a music Mecca. It argues that the metaphor and mythology expressed in the lyrics of Ken Colyer’s ‘Goin’ Home’ (1953) have been pivotal in the social construction of a jazz genre rooted in place and identity and sets forth a ‘trajectory’ approach that places the song in the context of its composition, recording, and aftermath, with particular reference to relevant popular music studies literature and the ‘serious leisure’ perspective within the sociology of tourism.  
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‘Every writer makes his own city.’
Charles Edward Smith, ‘NEW ORLEANS, “Callin’ our chillun home”’, p. 3, in Jazzmen, Frederic Ramsey. Jr. and Charles Edward Smith (eds) New York: Harcourt Brace, 1939.

Introduction
This article examines the interrelations between song, music genre and social context with particular reference to the interrelations between music, place and identity, in the case of the social representation of the city of New Orleans as a music Mecca. It adopts a case study approach to the social construction of New Orleans as a music Mecca by devotees of an allegedly ‘authentic’ New Orleans jazz and adopts what I term a ‘trajectory’ approach which places the particular song selected – ‘Goin’ Home’ by Ken Colyer – in the context of what preceded its composition and recording, and what followed its first release in 1953, to the present day. 
Pivotal to my approach is the W. I. Thomas (1923: 14) ‘theorem’ that ‘If men (sic) define situations as real they are real in their consequences’. This theorem became central to the interactionist strand of Chicago School sociology in the 1920s and 30s (Fisher and Strauss, 1978), and to the social constructionist symbolic interactionisms developed from the 1940s onwards (Plummer, 2000). In its contemporary form, the approach may be linked to the recent ‘narrative turn’ in cultural studies and the social sciences (Ekins and King, 2006; Plummer, 1995). From this standpoint, investigators research the ‘definitions of the situation’ of their data sources – both informants and texts – with a view to unpacking the ‘stories’ or ‘narratives’ researched, with reference, inter alia, to their origins, developments, and consequences.
In this sense, theoretically and methodologically, the article is rooted in a sociological social constructionism, specifically symbolic interactionism (Blumer, 1969; Mead, 1934; Prus, 1997; Strauss, 1993). However, it also draws upon Freudian psychoanalytic perspectives (‘stories’) to ‘explain’ both the appeal of Ken Colyer’s particular construction of ‘authenticity’ in New Orleans jazz, and the appeal of the core images of the city as presented in his song, ‘Goin’ Home’. The article might, therefore, be viewed as a contribution to an interdisciplinary popular music studies, as well as a contribution to the social interactionist urban studies literature (a sociology of the city) (Lofland, 1991; Strauss, 1976). Moreover, the article draws upon the ‘serious leisure perspective’ developed within a symbolic interactionist perspective (Stebbins, 1982; 2007) with reference to ‘special interest tourism’ (Hall and Weiler, 1992) and, as such, might be seen as a contribution to these areas of enquiry. 
The article is rooted in the author’s participation, variously, as a fan, record collector, musician, band leader, and record producer of New Orleans and New Orleans style music between 1961 and 1976; and of fan, record collector, record producer, sociologist, grounded theorist (Glaser, 1978; Glaser and Strauss, 1967) and ethnographer (Prus, 1996; 1997) of the social worlds of New Orleans music, in the UK and USA, from 2000 to the present. However, for the purposes of this article, I draw, principally, on a discourse analysis approach to the ‘stories’ (Plummer, 1995) or ‘narratives’ constructed around the interrelations between representations of the city (Finnegan, 1998; Wearing, Stevenson, and Young, 2010) and popular music in selected popular music studies literature (Connell and Gibson, 2003), and the ‘stories’ or narratives constructed around the origins and development of New Orleans jazz and international New Orleans jazz revivalism in the specialist ‘enthusiast’ literature, including books, magazines, and LP and CD liner notes (Charters, 1963; Ken Colyer Trust, 1988-2010; Ramsey and Smith, 1939; Stagg and Crump, 1973).
I first consider ‘The Song and Its Context’ in terms of its composition, musical genre, and selected popular music studies on ‘Music and the City’. I then develop aspects of the genre – so-called ‘authentic’ New Orleans-style jazz – with reference to the themes of ‘Music, Place and Identity’. Finally, I briefly consider the aftermath of the song, in terms of selected literature in the sociology of tourism (‘Travellers, Tourists, and “Serious Leisure”’). These were the themes that emerged as core during my grounded theory approach to the area, both in my analysis of the relevant texts and in my ethnographic interview work with ‘connoisseur tourists’ (Stebbins, 1995) in New Orleans, in 2009 and 2010, during the weeks of the annual French Quarter Festival (1).
My main argument is that the metaphor and mythology expressed in the lyrics of ‘Goin’ Home’ have been pivotal in the social construction of a jazz genre rooted in place and identity (Stokes, 1994: 5). Followers of that genre then, in turn, construct their New Orleans, their participation in New Orleans-style music, and their musical identities accordingly (Price, 2010). In particular, with the establishment of the Ken Colyer Trust in 1988, to maintain and develop Colyer’s legacy following his death, there emerged an educational agency which socialised its fan base (and newcomers) into Colyer’s view of both the music and the city of New Orleans (http://www.kencolyer.org/ (​http:​/​​/​www.kencolyer.org​/​​)).
 	This development came to particular prominence when the Trust instituted annual spring musical ‘pilgrimages’ to New Orleans, from 1992 onwards, to the present day (Stotesbury, 2010). These tours are timed to coincide with the annual French Quarter Festival (2). 

The Song and Its Context
Lyrics
Connell and Gibson (2003: 71) argue that ‘Nothing should more closely signify the relation between music, place and identity than the words of songs, especially where performers and audiences have broadly similar interpretations.’ They continue:
The archetypal pop song creates an ‘imaginary identification’ between consumer and performer, where the perceived value of the song – its emotional ‘conversation’– becomes its exchange value and the key to success. Personal experiences, real or imaginary, imbued with emotion, are embodied in narrative form, creating an ‘ideology of authenticity’ (Bloomfield 1993). 
Ken Colyer, born in Great Yarmouth, Norfolk, and raised in Soho, London, composed three verses of Goin’ Home while working as a merchant seaman on his way to Mobile, Alabama, in late 1952, where he planned to jump ship and head for New Orleans to listen, study, and play New Orleans jazz with his jazz ‘idols’, still playing in New Orleans, some of them playing since the birth of jazz (3). In his autobiography (Colyer, 2009: 297), he writes that he thought he needed a fourth verse but could not think of anything so he shelved the composition. Some months later, having lived his ‘dream’ in New Orleans for some three months, he was imprisoned, ostensibly for over staying his visa. Reflecting on the creative impetus that led to the final composition of Goin’ Home, he writes (Colyer, 2009: 297):
Pacing up and down in the day pen in the Parish Prison I suddenly thought, If home is where my heart is, then my home is New Orleans, take me to that land of dreams. Then I thought, Why the hell am I thinking that, the situation I’m in? But I had observed to myself long before this that the real prison bars are in the mind.
When Colyer recorded the song, this part of the lyric became ‘If home is where the heart is, then my home is New Orleans, take me to that land of dreams.’ The full lyric, as first released on a 78 rpm record (4), coupled with Isle of Capri on Decca F10241 (1953), is:
Ken Colyer – Goin’ Home 
Goin’ home, goin’ home
Yes I’m leaving, leaving here today
‘cos if I don’t leave now, I won’t be going nowhere

Where you from? Where you from?
Won’t you tell me, tell me ‘for I’m gone
‘cos if I don’t leave now, I won’t be going nowhere.

What you say, and what you do
Well it’s tight like this and I’m telling you
But if I don't leave now, I won't be goin' nowhere

Well if home is where the heart is, and my home's in New Orleans
Well take me to that land of dreams
And if I don’t leave now, I won’t be going’ nowhere.

Free Associations on the Song
Connell and Gibson (2003: 72) note that ‘many lyrics (Jarvis, 1985) in most genres, places and time periods’ ‘transport listeners from humdrum suburban industrial worlds into dream worlds of excitement, recreation and pleasure’. Similarly, the theme ‘We gotta get out of this place/Where there’s a better place for you and me’ (The Animals) is widespread; as is the pleasure of home and homecoming. It is, evidently, also a lyric that draws upon the theme of ‘movin’ on’, in this case from a place that is ‘tight like this’ to a place of dreams. ‘Movin’ on’ has its own pleasures, extensively documented in popular music (Connell and Gibson, 2003: 82-84). Moreover, the land of dreams is, for Freudians and many others, the land of wish fulfilment. More specifically it is where there is no ‘reality principle’. Everything in the land of dreams is ultimately governed by the ‘pleasure principle’ (Freud, 1900; 1925).
However, contrary to perhaps the majority of lyrics with ‘Going Home’ as a theme, the Colyer lyrics are an example of a ‘displaced home’ (Connell and Gibson, 2003: 81-82); of a ‘relocated home’ (Giddens, 1990: 18; Stokes, 1994: 3-5). Colyer’s actual ‘home’ was in Great Yarmouth, and later, London. Just as the country and western ‘Singapore cowboy’ sings of his being ‘a long way from home’ referring to Nashville (Connell and Gibson, 2003: 81), so Colyer’s home becomes New Orleans, the home of his beloved music. 
Moreover, it is a ‘displaced home’ that is only visited occasionally, as a traveller or tourist, in the case of Colyer and his connoisseur tourist fans. It is, therefore, a home ripe for ‘imaginings’ and ‘re-imaginings’, fuelled by mythological readings of the city in histories of jazz (Hardie, 2002: 300-316), and of records and sleeve notes of New Orleans-based musician heroes. Indeed, my ethnographic interviews (unstructured interviewing) with these fans indicate that they superimpose their romantic imaginings on the city – particularly the French Quarter – with only slight modifications with each visit. Thus there is a layered, temporal dimension to their re-imaginings, with a central core which remains intact (Borer, 2010; Mead, 1932), a point which I develop in a later section of the article (5).
              The original 78rpm release of ‘Goin’ Home’ gives Colyer sole credit for the track. However, since Decca’s ‘Ace of Clubs’ LP release of the track in 1963 (Decca, 1963), the track is usually credited to Dvorak/arr. Colyer. The reference is undoubtedly to Dvorak’s New World Symphony, even though there are no melodies in the symphony that are the same as Colyer’s tune. Although not universally accepted amongst Dvorak scholars, the generally accepted view is that William Arms Fisher wrote the words of ‘Going Home’ based on the Largo theme of the New World Symphony, after Dvorak had composed it (Hall, 2010). Dvorak was much taken with both the Native American music and the negro spirituals he heard in America when he visited the ‘New World’, from 1892 to 1895. He wrote the symphony in the vein of these spirituals, even if the more immediate link may well have been folk tunes of his own European heritage. What matters, rather, in the present context is the yearning for ‘home’ felt by Dvorak while he was in America and evident in the symphony, but at the same time, the link with ‘the nostalgia of the soul all human beings feel’. As Fisher put it, according to Hall (2010):
The Largo, with its haunting English horn solo, is an outpouring of Dvorak’s own home-longing, with something of the loneliness of far off prairie horizons, the faint memory of the red-man’s bygone days, and a sense of the tragedy of the black-man as it sings in his ‘spirituals’. Deeper still it is a moving expression of that nostalgia of the soul all human beings feel.
When such interrelations between diaspora, music, place and identity are linked with a specific city – in Colyer’s case, the ‘displaced home’ of New Orleans – it is not surprising that Colyer’s ‘Goin’ Home’ became an ‘anthem’ and rallying call for so many enthusiasts of New Orleans jazz world wide (6). It is this soundtrack, indeed, which the Ken Colyer website (formerly the Ken Colyer Trust website) uses to accompany its home page. 

Social Context of the Song
According to C. Wright Mills (1959) good sociology emerges within the interrelations of biography and history. In this vein, the social context of ‘Goin’ Home’ is best seen in terms of it emergence from within the particular features of Colyer’s biography set within the class system of post-war Britain. The relevant histories of the growth of traditional jazz in a bleak post-war Britain contrast the austerity and drabness of suburbia and inner city life with the ‘viscerally imagined early 1900s New Orleans’ (Moore, 2007: 57):
Moore (2007: 37) sets the scene: ‘1943 marked the birth of Britain’s New Orleans jazz revival. More frequently referred to as ‘trad’, it was a musical and cultural phenomenon that swept the country and blossomed through the ensuing two decades of post-war Britain’ (7). As noted by many jazz writers and academics, an imagined New Orleans was everything that British suburbia and inner city life was not. It was romantic and it was exotic. Colyer’s identification with ‘an exciting music of another race and another generation’ (Godbolt, 1989: 3) is all the more intelligible in terms of the ‘splitting’ (Freud, 1940) (8) that marked Colyer’s entire life and approach to his music (Colyer, 2009). He disliked his father, intensely, considering him to be ‘an idle bastard as a family man’. He comments that when ‘my mother was absent we led a very miserable existence, until I started work’ (Colyer, 2009: 64). His autobiography is marked by a sharp dichotomising of his relatively rare close friendships with selected working-class mates, and his bitterness and anger towards almost all authority figures and almost all those more privileged than he. In contrast he idolised his substitute fathers – his elderly black jazz musician heroes of New Orleans – who he identified with as being oppressed and poor, like himself. However, within this oppression, they produced their ‘escape’: a direct emotional music which Colyer spent his entire musical life trying to play and popularise. Little wonder, perhaps, that his own ‘escape’ became his imagined city of New Orleans, the birthplace and ‘home’ of his substitute fathers and their music.

Music Genre of the Song
‘Goin’ Home’ follows the standard 12 bar blues chord progression with a slight variation (9). As played by Colyer, it is a slow to medium tempo tune that conveys both a bluesy nostalgic ‘yearning’ feeling, with the optimistic feeling that better times are ahead.  Blues artist and songwriter Willie Dixon (2008) put it this way: ‘The blues don’t always mean trouble and misunderstanding. The blues means it’s always better up the road.’ This is, of course, precisely the major thrust of Colyer’s lyric – that in New Orleans things are, indeed, ‘better up the road’. Moreover, it is a 12 bar blues set within the genre of a particular New Orleans-style music, where a front line of three horns (trumpet, clarinet and trombone) play in polyphony – variously improvising around the melody, never straying too far from that melody, and shifting the melodic lead between each instrument, over a rhythm section (drums, bass, and banjo and/or piano) which provides the basic beat and drive (‘melody with a beat’ as Bill Russell (1994) defines New Orleans-style music). Moreover, it is music for dancing. Later, fellow musician Bob Wallis and others (Ekins, 2009) would draw out the links that could be made between this co-operative style of playing and so-called working class solidarity and socialism. McKay (2003; 2005), in particular, makes much of the alleged links between Colyer’s working-class origins and sensibilities, leftish politics in the 1950s, and the CND Aldermaston protest marches which Colyer often fronted with his New Orleans-style brass parade band, in the late 1950s and early 1960s.

Music Genre: Music, Place and Identity
Ken Colyer returned from his trip to New Orleans to a hero’s welcome. Chris Barber, later to refine New Orleans jazz into the more polished form that would become ‘pop trad’, between 1959 and 1963, had assembled a band for Colyer to lead (Ekins, 2010).  Colyer had written a series of letters from New Orleans to his brother Bill, who had published many of them in the Melody Maker, the leading popular music paper of its time (Colyer, 1952/1953). In these letters, Colyer set forth the beginnings of a narrative which idealised both the uniqueness of the city and the uniqueness of the ‘authentic’ New Orleans jazz still being played there. Moreover, he rooted his own personal and musical identity firmly within both the place and the music, to be found there. On his return, he became the undisputed leader of the sub-genre of an authentic ‘traditionalist’ movement in traditional jazz (Melly, 1984). He remains the most important cult figure of ‘purism’ in New Orleans jazz (Moore, 2007).
Prior to Colyer, a narrative of ‘authenticity’ in New Orleans jazz had been built by young white jazz ‘revivalists’ in the late 1930s and early-mid-1940s, basing their ideology, principally, on the first recordings made by New Orleans jazzmen in the early 1920s. The first jazz records, made in 1917, by a white New Orleans jazz band in Chicago and New York, tended to be dismissed. The (originally) ‘race records’ of the early 1920s, by Louis Armstrong’s Hot 5 and Hot 7, and by Jell Roll Morton’s Red Hot Peppers, became pivotal in canon formation and as exemplars of ‘authenticity’ (Rossiter, 1955). In the language of contemporary popular music studies, these young whites tended, simultaneously, to both exoticise their black heroes and, to ‘erase’ racial and generational differences, insofar as they were relatively privileged white young men identifying with relatively oppressed, often very poor, elderly black men (Gendron, 1995).
Colyer, however, championed a competing ‘authenticity’ story. Descriptively, the basis of the story was that many of those ‘stay at home’ (Godbolt, 1989: 13) New Orleans musicians who had not migrated to Chicago (or New York or San Francisco, principally) and had never recorded, were still alive, still living in New Orleans, and could now (in 1952/53) be visited, studied, played with, and recorded. Here, Colyer was following the lead of Bill Russell, and his colleagues, who had rediscovered and ‘resurrected’ the New Orleans trumpet player Bunk Johnson and recorded him with local New Orleans musicians in New Orleans, principally between 1942 and 1945 – most frequently and most successfully with George Lewis (clarinet) and Jim Robinson (trombone) (Ekins, 2011; Hazeldine, 1993).  Colyer developed his own trumpet and leadership style based, principally, upon these recordings and upon what he heard in New Orleans. Moreover, on his return, he imposed his vision of ‘authenticity’ on his fellow musicians in Britain and Europe with such intensity and direction that almost everyone he played with soon conformed to his unique ‘Colyer’ sound. In addition, George Lewis toured Europe with the Ken Colyer Band in 1957; and in 1959 Colyer played a major part in bringing the whole George Lewis band to Europe, a tour which, arguably, launched a global second wave revivalism (Ekins, 2005; 2007) based upon Colyer’s competing ‘authenticity story’.
There were a number of components to Colyer’s ‘authenticity’ story which may be unpacked from the way his story was taken up within the sub-genre, which I have dealt with elsewhere (Ekins, 2009) (10). However, the crucial component, in the present context, is the privileging of New Orleans as the site of a still extant ‘authenticity’.

Travellers, Tourists, and ‘Serious Leisure’
In terms of the sociology of tourism, Colyer was a pioneer traveller – a path breaker – rather than a tourist (Urry, 2002; Wearing, Stevenson and Young, 2010). From the mid-1950s, onwards, a number of other musicians, and other ‘travellers’ followed the path to New Orleans that Colyer had set. They were inspired by ‘the myth of New Orleans as “the land of dreams”’ (Blesh and Janis, 1950: 165; Smith, 1939) evoked by Ken Colyer, and by their reading of the history of early jazz. 
Blesh and Janis (1950: 165) list the elements of the myth as being ‘Basin Street and Buddy Bolden’s horn; the parade bands and the funerals; Lulu White (a famous madam) and Storyville; Congo Square and the French Opera House; dancing at the lake (Ponchartrain); at the Free and Easy; or at Lincoln’s Park.’ 
In Colyer’s letters to his brother (Colyer 1952/1953), in his self-published narratives of his trip (Colyer, c.1960; 1970), and in his later interviews and writings (Colyer, 2009), he superimposed on these ‘historical’ memories, his own ‘mappings’ (Krimms, 2007:15) of the city: the French Quarter street names made famous by the Bill Russell recordings of Colyer’s idols in New Orleans in the 1940s; the clubs and dance halls where he heard his beloved musicians, and the places and spaces associated with these musicians. In addition, through the pen portraits of the hospitable New Orleanians who helped him during his stay in the City, other spaces and places, such as the New Orleans Jazz Museum, and the Jazz Archive, at Tulane University were also given primacy.
Colyer had, thereby, constructed a mapping of the city which those who followed him to New Orleans had available to incorporate into their own ‘imaginings’. Many of my informants tell essentially the same ‘story’. They first heard a particular record of a New Orleans or New Orleans-style band which provided a ‘Damascus Road experience’. This experience set them on the task of finding out about New Orleans jazz and the city of New Orleans from collecting records, and reading sleeve notes and books. Many such enthusiasts became New Orleans-style musicians with varying success. A number of them made the trip to New Orleans as travellers, through the 1960s. A number ceased to be either travellers or tourists. They became residents in New Orleans – their displaced home had become their actual home (Deffa, 1993 on Orange Kellin; Suhor, 2001).
By the early 1970’s, specialist jazz tours of New Orleans were being arranged by New Orleans jazz enthusiast entrepreneurs in Europe. Initially, these tours coincided with the development of what became the New Orleans Jazz and Heritage Festival (Smith, 1991) and took place at a time when New Orleans was opening itself up to jazz tourism (Souther, 2006). Later, their focus became the French Quarter Festival. And yet their New Orleans did not coincide, in the main, with the picture presented of the development of tourism in New Orleans by such writers as Souther (2006) and Stanosis (2006). In particular, their imaginings and re-imaginings differed from those conventional tourists to New Orleans who often highlighted a different range of experiences, such as the emphasis on Creole cuisine, New Orleans architecture, New Orleans as ‘sin city’ (Bourbon Street), and aspects of voodoo and mardi gras, for instance (Atkinson, 1996; Souther, 2006; Stanonis, 2006).
Rather the specialist tourists, of our focus, were highly knowledgeable ‘serious leisure’ tourists (Stebbins, 2007) (11). They were ‘connoisseur tourists’ (Stebbins, 1995). Their tours, in the main, focussed on their specialist areas of interest. They incorporated visits to the places of birth, activities, venues and burial places of their alternative (‘competing authenticity’ story) jazz canon (Carter, 1991), to specialist New Orleans jazz record shops, to jazz Archives, and so on.
‘The storm’, as it is referred to in New Orleans – the devastating Hurricane Katrina of 2005 – only strengthened the resolve of these serious tourists to return. The French Quarter and the Garden District, the major areas of tourism, were barely affected by Katrina. Within a few years of the storm, the French Quarter Festival had returned to its former glories.
The meanings of the various connoisseur tourist mappings of New Orleans might be variously tempered by repeated visits. Also, it needs to be said, a number of musicians and fans deliberately refuse to visit New Orleans for fear of the reality not matching their fantasies – as one informant put it:  ‘I wish I'd thought of going now [2010], I just don’t want to lose a dream of the early 60s, when I nearly went’ (Dion Cochrane, email interview, 2010). Also, wives of ‘connoisseur tourists’, who accompany their partners, may be more critical (Lay, 2003). However, those musicians and fans who do visit are rarely disappointed. 
Such is the impact, longevity, and robustness of the idealisation and hagiography of their ‘old style’ black musician heroes and of the city (Carter, 1991) that, for many such serious tourists, nothing will tarnish their dream, far less dent or shatter it. In short, New Orleans remains their ‘land of dreams’, whatever the ‘reality’ principle might indicate to the contrary in regards to the death of their heroes; crass commercialism (Bourbon Street), widespread poverty (outside the French Quarter, Garden District and Commercial Centres),  inequality – especially racial inequality – violence and crime, and so on. The intense focus of their imaginings tends to obliterate such distractions. Moreover, so much do ‘they want what is in the narrative’ (personal communication, Nedim Hassan, 2010) that these ‘serious tourists’ tend to scotomize (disavow [Freud, 1940]) the more overtly hyperreal tourist developments in New Orleans (Baudrillard, 1995), such as the recent re-creation of Basin Street Station, as a tourist centre and introduction to so-called ‘authentic’ New Orleans http://www.basinststation.com/flash/index.html (​http:​/​​/​www.basinststation.com​/​flash​/​index.html​) (12).
As Lay (2003: 21) puts it: ‘Yes, there are the (sic) some minor irritations in some areas, but once you discover something you don’t like, avoid it!’

Conclusions and Implications
Because of the word limitations of this article, I have chosen to focus on introducing a particular theoretical and methodological approach, and to highlight key issues which call for development and expansion, within that approach. 
The linking of a focus on The Song and Its Context, on Music Genre: Music, Place and Identity and on Travellers, Tourists, and ‘Serious Leisure’ is a novel one, both in relation to Ken Colyer and to New Orleans jazz development. As mentioned, previously, there are only two detailed treatments of Ken Colyer in popular music studies and cultural studies. McKay’s work (2003; 2005) focuses on the links that can be drawn between leftist politics of the 1950s, CND marches and traditional jazz, in particular marching band jazz. Moore (2007) focuses on selected aspects of identity-construction in young white jazz musicians who idealised elderly black musicians, in a particular historical moment. There are countless, often competing, accounts of New Orleans jazz development written by jazz enthusiasts and writers, as well as by scholars working within American Studies, African-American Studies, Black Studies, Jazz Studies, and so on. I do not see my approach as either challenging existing accounts of Colyer or of New Orleans jazz development. Neither do I consider that I am building upon these studies directly. Rather this article is intended to suggest an alternative popular music studies and sociological approach to Ken Colyer and to the jazz genre that he championed.
A 2006 review of McKay (2005) states: ‘McKay’s discussion of Colyer restores him to a position of interest , even fascination, and opens up an avenue for future research by someone willing to risk the scorn of the British modern jazz establishment’ (Laing, 2006: 228). In similar vein, McDonald (2006: 125) wishes to combat ‘the under-representation of jazz within popular music studies and canons of popular music.’ It is Laing’s ‘avenue for future research’ and McDonald’s thesis of ‘the under-representation of jazz in popular music studies’ that I have sought to address in this article.

ENDNOTES
1. According to Stebbins (1995: 114) the French Quarter Festival is held in early April ‘to observe the importance of New Orleans art, food, and music’. However, it is the emphasis on music that is paramount with New Orleans jazz enthusiasts – mostly jazz – with some New Orleans rhythm and blues; and some Cajun and Zydeco music, being followed.  Over a dozen soundstages are set up in the French Quarter and its immediate environs. For devotees of New Orleans-style jazz, both musicians and fans, this festival is favoured over the larger and more well-known New Orleans Jazz and Heritage Festival. European New Orleans-style Jazz musicians come to the Festival from England, Germany, and Denmark, and elsewhere. They often travel with their own fans, and play for tips at fringe venues in the French Quarter. They are often joined by other musicians and fans from within the world-wide New Orleans-style jazz community, e.g., from Australia and Japan.
2. An unofficial hierarchy is built upon how many times these ‘connoisseur tourists’ (Stebbins, 1995) have taken the tour/pilgrimage. One informant is referred to as ‘the unofficial tour leader’ because he has attended every annual trip, except one.  In reality, the organiser of the tour and official tour leader is Bill Stotesbury, a former banjoist with Ken Colyer’s jazzmen, who works in liaison with Diplomatic Travel. The Ken Colyer Trust formally dissolved in early 2011. Many of the Trust’s activities, including its annual tours of New Orleans and website, continue as before, for most practical purposes (http://www.kencolyer.org/ (​http:​/​​/​www.kencolyer.org​/​​)).

3. Albert Gleny, the last surviving member of the Buddy Bolden band, played with Ken Colyer on a private recording made in New Orleans (‘Ken Colyer in New Orleans’, Vogue L.D.E. 161). According to the foundation myth, Buddy Bolden’s band was the first jazz band (Marquis, 2005). Thus was Colyer linked, forever and uniquely, with the earliest and allegedly most ‘authentic’ days in the birthplace (home) of jazz.
4. This release was a minor hit in the UK charts. Shortly afterwards, the song featured on the ground breaking 10 inch LP album ‘New Orleans to London’, by Ken Colyer’s Jazzmen. Subsequently, the song was recorded both by Colyer and many other New Orleans revivalist jazz bands on numerous occasions. For British band examples, see, ‘Goin’ Home: A Tribute to Ken Colyer’, Norman Thatcher’s New Orleans Band with guest Chris Blount’, Raymer Sound – Archive Series, RSCD625, 1999; ‘Goin’ Home: A Fond Farewell to Chris Blount’, Jazz Crusade, JCCD-3046, 1999. For a German band example, see, ‘Ken Colyer and the White Eagle New Orleans Band at the Cotton Club, Hamburg, 1972, Volume 2’, GBCD-37.

5.  See, pages 14-18.

6. The Dvorak/Fisher song is often used at American and European funerals, where Goin’ Home refers to heaven. In the main, New Orleans IS heaven for Ken Colyer and his devotees. Actually, there is not a shred of evidence to suggest that Colyer did base his lyric or song on Dvorak’s work. In all probability, the credit was the mistake of some one in the copyright department at Decca records. Such mistakes are widespread in the industry. I am indebted to Mike Pointon (email interview, 2010) for sensitising me to this latter point (See also, Pointon and Smith, 2010).
 7. Moore (2007), together with McKay (2003; 2005), provide the only detailed treatment of Ken Colyer in the popular music studies/cultural studies literature. Moore, as a young scholar, makes an extraordinary error when she says ‘Like every other British jazz fan, Colyer had developed a love for the music through LPs’ (Moore, 2007: 42). Colyer, and his generation, did, of course, develop their love of the music through 78 rpm records, initially! Moore’s date of 1943 seems equally suspect. Cf. the record sleeve note for ‘London Trad Scene – The 50s’, issued in 1963. ‘The decade of the nineteen fifties was a crucial one for the fortunes of the British jazz scene. Public taste in popular music began to turn away from the saccharine and sentimental music which had done so much to boost moral (sic) during the misery of the strife torn forties, and to reach for music with more drive and spirit. This, coupled with the militancy of the revivalist movement began to attract an increasingly large audience for traditional jazz, particularly amongst the swelling teenage population’ (Decca, 1963). The sleeve note continues on Colyer, thus: ‘The name of Ken Colyer has been firmly woven into the fabric of British jazz history. A pioneer of pure New Orleans jazz, from the earliest days of the revival in this country, Colyer has set himself standards and principles from which he has not deviated throughout his career. This excellent version of “Goin’ Home” was recorded shortly after he had returned home from his stay in New Orleans.’ Almost all of the sleeve notes accompanying Ken Colyer’s records re-iterate the same basic point. 
8. ‘Splitting’ – thinking in extremes, e.g., good and bad – is clinically linked with idealisation and devaluation within psychoanalytic ‘stories’. Descriptively, much of Colyer’s thinking was marked by these three features. Such unconscious strategies, arguably, preserve self-esteem. Certainly, they are often very important in musical identity formation and in the promulgation of music sub-genre movements, like ‘authentic’ New Orleans-style jazz.
9. ‘Goin’ Home’ is unusual inasmuch as it has F7 as the sixth bar (Fred Eatherton, email interview, 2010). The lyrics, of course, do not conform to the regular pattern of repeating the first line twice.
10. In Ekins (2009), I distinguish the ‘authentic’ as the ‘original’, the ‘real thing’, the ‘non-commercial’, the ‘sincere’, the ‘emotionally direct’, and the ‘pure’. I link all of them to the music and personality of Ken Colyer.
11. Stebbins (2007: 5) defines ‘serious leisure’ as ‘the systematic pursuit of an amateur, hobbyist, or volunteer core activity that people find so substantial, interesting, and fulfilling that, in the typical case, they launch themselves on a (leisure) career centered on acquiring and expressing a combination of its special skills, knowledge, and experience.’ Stebbins has spent the greater part of his academic career in setting forth and advocating the importance of ‘The Serious Leisure Perspective’ for contemporary social science and cultural studies.
12.  Cf. a postmodernist formulation which might argue in terms of the hyperreality of their entire ‘serious tourist’ experience. I am grateful to Nedim Hassan for sensitising me to this point. Ironically, Colyer, himself, died a bitter and disillusioned man. In a concluding postscript to his then unpublished final autobiography, he wrote in 1987: ‘I have truly seen my dreams turn to dust and despair’ (Colyer, 2009: 335).
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